Raymond Cote, for example, refers to a "scripturalisation du neant" `putting nothingness into writing' and a "thematisation du vide," `making emptiness his theme' positing as a pretext for Modiano's writing an emptiness that must be filled up: "L'orientation globale du recit sera necessairement axee sur les tentatives de comblement et de reconstitution dans le but de faire disparaitre ces ellipses, a la fois chronologiques et psychologiques" 'The general orientation of the texts is based necessarily on attempts to fill up and to reconstitute empty spaces that are both chronological and psychological' (144) . Echoing these comments, Samuel Khalifa, in turn, states that in Modiano, "writing becomes a means of compensating for emptiness and . . . of creating an identity" (165) . Similarly, Katheryn Wright remarks, "In the final analysis, writing is an attempt to overcome the anguish felt upon experiencing the emptiness brought about by the disappearance of people and their memories" (276) . Finally, Alan Morris, who devotes an entire chapter of his most recent study to the dialectic "creation-destruction" as developed in the whole of Modiano's writings, notes the author's use of specific elements both to combat the destructive effect of time's passage-"A cote de l'erosion et des ravages vehicules par le Temps se manifestent les enormes possiblilites creatrices de la memoire, des documents, des langues et de la litterature" 'Along with the erosion and the destruction caused by the passing of time are the important creative possibilities of memory, historical documents, languages and literature' (85)-and to create an identity for himself-"Car, finalement, se forger une memoire et un passe, rediger une autobiographie romancee . . . ne reviennent qu'a cela: se servir de la litterature pour se fabriquer une identity..." 'Because, finally, forging one's memory and one's past, composing a fictional autobiography . . . amounts to using literature to invent an identity for oneself.. : (84) .
Interestingly, in one of his texts Modiano himself explains the writing of another work by explicitly outlining this movement from a feeling of emptiness triggered by disappearance and absence to the resurrection and preservation of the past and the construction of an identity through literature. In his 1997 Dora Bruder, classified by reviewers as more a "memoir" (Brookner) or an investigative report (Czarny 7) than a novel, Modiano recounts his attempts, during the late 1980s and 1990s, to "answer" a classified notice printed in the 2 Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] , Art. 7 https://newprairiepress.org/sttcl/vol29/iss2/7 DOI: 10.4148/2334-4415.1606
Paris-Soir of December 31, 1941 , which appealed for information about a Jewish-French teenager who had disappeared during the Nazi Occupation of Paris. Approximately one-third of the way into the work, the author outlines the process whereby the absence and emptiness that he associated with Dora's situation and his ignorance of it stimulated his writing of Voyage One evening, she, too, had returned to this district, and for the first time she had felt a sense of emptiness.
Circumstances and settings are of no importance. One day this sense of emptiness and remorse submerges you. Then, like a tide, it ebbs and disappears. But in the end it returns in force... . (158; 119-20) Ingrid may, therefore, be described as a Dora who physically survived the war but who, because she could not dispel the emptiness and guilt that such survival entails, eventually took her own life. It is precisely in the introduction of these feelings on the level of story that lies the importance of Voyage de noces's divergence from the facts recounted in Dora Bruder. These feelings acquire added significance, moreover, when, at the same time and in one of the many moments in which the narrator establishes identification between himself and Ingrid, he signals his own inability to rid himself of feelings of emptiness and remorse, his allusion to which ends the novel: "[Ingrid] ne pouvait pas se debarrasser [ couple old enough to be his parents: "Cet ete-la, le malaise n'existait pas, ni cette surimpression etrange du passé sur le present" 'That summer, the malaise didn't exist, nor did this strange superimposition of the past on the present' (27; 14) . The uniqueness of this summer is connected to Ingrid herself and lies in the narrator's feelings of happiness in her presence: "Maintenant que je m'en souviens, it me semble que c'est l'un des rares moments de ma vie ou j'ai eprouve une sensation de bien-titre que je pourrais meme appeler: bonheur" `Remembering it now, it seems to me that that was one of the rare moments in my life when I experienced a sense of well-being that I could even call Happiness' (34; 19) . In another passage, the narrator associates walking next to Ingrid along the slope of a village street with a special feeling of being protected by another person: "Le contact de son bras et de son epaule me donnait une impression que je n'avais jamais ressentie encore, celle de me trouver sous la protection de quelqu'un. . . . j'ignorais que de telles choses pouvaient se produire, dans la vie" 'The contact of her arm and shoulder gave me an impression that I had never yet had, that of finding myself under someone's protection . . . I didn't know that such things could happen, in life ' (39; 24) .
Upon examining the same passages, Junate D. Kamiskas notes that, for the narrator, Ingrid was the "idealized woman / mother" (92): "The warm comfortable feeling Jean experiences in her presence invites the reader to view Ingrid as a kind of mythical mother, who by her nurturing presence compensates for the absence of the real mother" (91) whom he describes as wanting nothing better than to "se debarrasser de [lull " 'get ride of [him] cafard" 'days of doubt and depression' (50-51; 33) . Interestingly, it is at this time that, haunted by memories of Ingrid, he begins to write her biography.
Finally, we are brought to the present of the narration when, eighteen years following Ingrid's suicide, Jean has completely abandoned his current existence as husband to Annette and as professional explorer. Casting off his own life and identity in order to focus exclusively on Ingrid's, he first travels to Milan, where Ingrid had killed herself, instead of to Brazil where his work would have taken him, and then secretly returns to Paris to take a hotel room on the city's edge. Toward the end of the narrative, Jean focuses on Ingrid through Rigaud, and upon locating the apartment that they occupied during the war, even gives up his hotel room in order to rent it. In this way, having relinquished his life of movement and travel, Jean opts instead for one of paralysis and immobility, entombing himself, as it were, in Ingrid's past and in her death. Jean and Ingrid become, therefore, as Alan Morris puts it, "doubles," and "his merging with her is almost total" (174).
Embodiment of a certain "paradise," the wholeness and completion that a subject feels in the presence of the protective maternal, Ingrid ends up being associated with pure despair, her own, but also the narrator's. The text itself is merely implicit in the explanations it offers for this, and in the connections it draws. As I have suggested, Ingrid's own despair and the suicide it eventually provokes are born of the sudden disappearance and death of her father, the guilt associated with her not having been present at that brutal and unexpected separation, and with her unbearable survival of it. The narrator's despair, like his multi-layered identity, is more complicated. On the one hand, in his primary identity as Jean, for whom Ingrid is the idealized maternal and an object of desire, her death becomes the loss of the possibility of perfect happiness. On the other hand, in his identification with Ingrid and his adoption of her emotional attitude, he mourns as well what she has lost. Indeed, hidden behind or encrypted in the loss of the narrative maternal lies the loss of the father.
The "lack" that Patrick Modiano felt while considering the case of Dora Bruder, and which is at the origin of his writing of Voyage de noces, is therefore repeated in the emptiness and remorse that his narrator eventually shares with Ingrid and which end the novel. As in most of Modiano's works, while a great deal of the stylistic effort is devoted to recreating these feelings for the reader, they remain unresolved in order to be taken up again in a subsequent work. Modiano's character in Voyage de noces commits suicide in response to the loss of her father to the Holocaust; the author's own reaction to the loss of his father is Dora Bruder, since, as we shall see, the story of the concrete loss of Dora whose parents are searching for her from the very first page is also, in part, the story of Modiano Perhaps it was that I wanted them to have met, she and my father, in that winter of 1942.... My father, too, had missed the census in October 1940 and, like Dora Bruder, had no "Jewish dossier" number. Consequently, no longer having any legal existence, he had cut all threads with a world where you were nothing without a job, a family, a nationality, a date of birth, and address. Henceforth he was in limbo. Not unlike Dora, after her escape. (63; 51-52) While Modiano's father was able to escape, Dora, who was eventually arrested in June 1942 and interned at the Tourelles barracks, then Drancy and Auschwitz, died.
Indeed, because of the circumstances of his survival, the father's plight is never, and cannot ever really be, placed on the same level of that of Dora or others who perished, and his survival can never merely be a happy fact. As Modiano recounts in a lengthy digression from Dora's story, the same father who himself had been
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Studies in 20th & 21st Century Literature, Vol. 29, Iss. 2 [2005] I feel a certain solidarity with her act of burglary. In 1942, my father and his accomplices had plundered the SKF warehouse on the Avenue de la Grande-Armee of its stock of ball bearings, loading their loot onto trucks and transportaing it back to the den on the Avenue Hoche from which they operated their black market business. According to German decrees, Vichy laws, and articles in the press, they were no better than vermin and common criminals, so they felt justified in behaving like outlaws in order to survive. For them, it was a point of honor. And I applaud them for it. (117; 97) The activities of the father are granted new significance when replaced in the socio-historical context in which they were carried out. Because he was forced to survive in the overwhelmingly threatening environment of occupied Paris, which Modiano himself re-creates in Dora Bruder, his activities are justified, his "crimes" and his very survival, pardonable. The process by which the outlawed become outlaws is finally understandable thus allowing the losses that are described in this text to be recovered by it. Dora, whose very existence might never have been known, is immortalized by a work that bears her name, much like the cemetery headstone she was never given; the father, long the source of his son's feelings of emptiness and remorse, and subsequently of his confused sense of identity, is understood, loved, and, finally, forgiven.
To conclude, it appears that the emptiness that Patrick Modiano describes feeling upon contemplating Dora Bruder's situation was only partially assuaged by his writing of Voyage. Because he goes on to write Dora Bruder, we can assume that he no longer considered fiction completely adequate as a vehicle for the treatment of certain aspects of the Occupation or as a means of addressing his relationship with his father. One senses while reading Dora Bruder a different truth to be uncovered and recounted, a real monument to be erected in the name of those who are dead, those who might have died, and those who disappeared in other ways. Furthermore, while a literary account of Dora's "fugue," that is, a fictionalized response to the notice found in the Paris-Soir of December 31, 1941, appears in the form of Rigaud and Ingrid's Riviera honeymoon in Voyage de noces, the fact that nothing verifiable about Dora's actual experiences has ever been elucidated is accepted in the end. In fact, the emptiness, the lack, the loss, and the unanswered questions that ground Modiano's writings and which are the source of the quiet despair that ends Voyage de noces are, to the contrary, valorized in the somewhat paradoxical final paragraph of Dora Bruder. There, information not possessed, no longer merely a sign of absence and source of emptiness, functions also to shape and protect identity, suggesting for us that although all that is really available upon which to construct our identity are partial details and incomplete facts-the origin was always already but a "point of departure" for exploration and discovery, and complete recovery is impossible-such a situation is not, finally, to be lamented: I shall never know how she spent her days, where she hid, in whose company she passed the winter months of her first escape, or the few weeks of spring when she escaped for the second time. That is her secret. A poor and precious secret that not even the executioners, the decrees, the occupying authorities, the Depot, the barracks, the camps, History, time-everything that defiles and destroys you-have been able to take 
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